Freedom is on its way. Keep heart, my children, for you deserve it. Your good masters have asked it for you. The two quotations above purport to describe the historical circumstances of the abolition of slavery in the Caribbean. The first, written by a Guadeloupean historian in 1921, depicts the sacrificial heroism that defines freedom as a human right (La Guadeloupe dans l'histoire 138). The second, as caustically reported by contemporary critic Edouard Glissant of Martinique (Le Discours antillais 148), stresses the master's version: freedom is a reward for docile "children." To the first would correspond a narrative of action; to the second, one of reaction. Which was the "true" version of the past? For Caribbean writers, it is an all too familiar question.
It has become self-evident that a growing body of writers who claim their Caribbean heritage, whether born and raised on the island or elsewhere, do so by positioning their narratives within the collective past. Their narrators work the question of history through the very text they compose, writing themselves back to a sense of origins. This gradual elaboration of the subject in writing that the Western tradition locates in Plato's Cratylus sees the act of naming as the point of departure for the searching self (and the searching for the self): "The word seems to be a compressed sentence signifying that the object for 1 which there is a search is a name" (Dialogues 3, 71) . From Plato onward, the conviction that the self is the legitimate subject of its own enquiry has been accompanied as well by the discovery of its nonadequation: "The fact is that nearly all things are falsely, or rather inadequately, named" (Dialogues 3, 54) .
The search that classical philosophy grounds in ethical thinking begins, for Caribbean writers, with an interrogation that is neither fully epistemological nor solely ethical but political as well, for it embraces simultaneously the Middle Passage as historical realityhowever incompletely documented by the dominant discourse and as symbol for an erased collective consciousness undergoing the process of its own rebirth. Witness, as early as the 1930s, Aime Cesaire's rhetorical phrasing in Cahier d'un retour au pays natal: "Qui et quels nous sommes, admirable question" (Collected Poetry 50) . A generation later, the question of "who and what we are" resonates in Edouard Glissant's L'Intention poitique (1969) , an essay that presents itself as a call to aims for sounding the depths of the collective past:
La MEMOIRE COLLECTIVE est notre urgence: manque, besoin. Non pas le detail historique de notre passe perdu (non pas cela seulement) mais les FONDS ressurgis. (187 emphasis his) COLLECTIVE MEMORY is our urgent task: lack, as well as need. Not for the historical minutiae of our lost past (no, not only this) but for the reemerging of the DEPTHS.1 (1985) .
What all these writers have in common is the definition of a Caribbean imagination that conflates tropes of time and tropes of space-an ontological desire for which Wilson Harris has wrought the apt phrase "womb of space," space being the displacement trope of History.2 In short, the obsessive "looking behind" is a pre-condition, if not a conditioning, of contemporary writing. One might conclude that the modem Caribbean narrative is engaged in a quest triggered by the question of lost origins as imaginary origins-a not 2 Studies in 20th & 21st Century Literature, Vol. 17, Iss. 1 [1993] I wish to carve a small space; that of the question of naming which, in some novels, makes possible the birthing of a different ontology, an alternative self that need not be oppositional.
In the work of Guadeloupe's Simone Schwarz-Bart, it is a question raised from novel to novel in a dramatized primal scene that serves as matrix for the fictional discourse; it is a moment of revelation-the "aletheia"-that simultaneously structures the narrator's consciousness and the unfolding of a once rumpled, illegible narrative.
Schwarz-Bart's corpus should be read as a gradual expansion of storytelling as naming moment. Making sense of the past always happens in the retelling of it, the other key Bartian feature that binds the written narrative to its own origins, the oral tradition. Thus, every Schwarz-Bart novel contains at least one matricial scene (sometimes, as is the case with Ti Jean L'horizon, many), staging the retelling of specifically Guadeloupean origins: the resistance to the reinstatement of slavery and the ensuing tragedy on Matouba in 1802. As early as the first novel, Un Plat de pore aux bananes vertes (1967) , the child Mariotte, refusing the white values of her household, claims as ancestor a real historical figure, Solitude, who fought alongside the martyrs on Matouba. Later, through the connecting links of the oral chain, Telumee regains her dutiful place within a whole genealogy that is both biological and elective. Taking Solitude as its point of departure as well as its ending, it is a "telos" as well as an "agon." Eventually, for Solitude, as for Tehunee, elective self and authentic self coincide. In the text's matricial moment the daughter refuses the namc and the law-of the patriarchal Father (upending Lacan's "nom/non du pore," so to speak) to (re)claim the name, and, in Solitude's own pregnancy, the body of the Mother. It is a political act in that its coming to existence demands a radical shift in power relations as well as in consciousness. For a Schwarz-Bart heroine, this represents the first necessary step to grounding herself in a tradition and an oral chain of her own choosing, with Negritude as its implied counter-text. 
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Studies in 20th & 21st Century Literature, Vol. 17, Iss. 1 [1993] (1972) , the main character reclaims Solitude's genealogy by moving up the oral chain of Caribbean resistance, literally through the discursive power of female memory (Conde's "la parole des femmes" 'women's discourse'), of which the heroic Mother constitutes the metaphor and the embodiment-truly a poetics of the empowering body for whom, until then, to be named was to be subjugated. Un jour elle marqua, pour ainsi dire, ses propres fers sur ses epaules. . . Un petit Blanc s'arreta au bord de la route et dit avec la voix qu'ils ont pour dire ces chores: "Ki nom a tifi?" ce qui signifie: comment t'appelles-tu mon enfant? Elle se redressa, s'appuya sur sa houe et eut ce rire, le rire des personnes qui ne sont plus la, car elles naviguent dans les eaux de la perdition.
-Avec to permission, maitre: mon nom est Solitude. (73; emphasis mine)
One day she put, as it were, her own branding iron on her shoulders. . . . A poor white had stopped by the side of the road to ask, with the kind of voice they use for such things: "So what yor name, gal?" Which means, what do they call you, child? She stood up, leaned upon her hoe and let go her laugh, the laughter of one who is no longer altogether here, for she had already sailed across the waters of no return.
-If you please, master: my name is Solitude.
Although the slave has chosen a new name for herself "as it were," such autonomy is severely limited by the presence of the master whom she must still "please." It is a name that depicts her alienated condi-tion, out of the group and across the waters of self-oblivion, as the consequence of a socio-political situation not of her own choosing, unless we choose to hear the "if you please," the discourse of alienation, as a refusal. Unfortunately, at this point the refusal is as much a self-refusal, modelled both on her mother's refusal of her and on the whites'. The fact that the "master," here, is a poor white to whom she owes submission, although he probably could not afford to buy her, reinforces the self-denigrating subtext. In the lowlands, the white man's territory, her act of self-naming is a badge of subjugation, a "branding" as if she were still in irons. When her madness intensifies and she is no longer of any use to them, her owners will refuse to feed her and she will take to the hills, a chronotope that will eventually lead her to the Maroons' preserve and the full incarnation of her name. The white man despises the octoroon, who despises the quarteroon, who despises the full-black (Negro), who despises his Negress, who despises the Coolie man, who despises his Coolie woman, who, in turn, beats her dog, ha! ha! As for me, Ray, Raymon, Raymoninque, I watch all of you and I'm laughing inside. And if you should ask who my blood brother is, I shall choose the dog.
It is this parallel retelling of their origins, the failure of the glorious rebellion followed by its ideological consequences, the triumph of the pigmentation caste system, that motivates the child. As her mother's common law husband, Raymoninque may well be Mariotte's real father (as Delgres might have been of Solitude's child). But it is as elective father figure that he receives full importance, foreshadowing the lesson of Ti lumee Miracle that the truest affiliation comes from the heart and not from the bloodline. At this point it no longer matters whether Man Louise is really descended from the Matouba woman, although Solitude is the ancestral name both Toussine and Man Cia will transmit to the child Telumee. This prison scene, during which the child discovers her lineage, exhibits several features typical of the Schwarz-Bart corpus. First, it is crucial that this story of origins be retold to her, for the Caribbean self is not born knowing it. Second, it is just as crucial that the teller be not exactly biologically related to the listener. As with all oral tales upon which this moment is modelled, the purpose is to achieve group cohesion. Just as Solitude had been delivered of a child before dying for striking the white masters, so now is Raymoninque "delivered" of the truth. In so doing, he presides over the true birth of another child, Mariotte, Solitude's great-granddaughter. The narrative matrix of Plat de pore is thus foregrounded against the Caribbean-specific master-text of the Heroic Father, but with a twist, for Guadeloupe: the primal moment of origins, the taking of freedom, is always the glorious tragedy on Matouba, echo and repetition of another glorious rebellion in the Caribbean, that of Haiti. Blurring the gender roles and, perhaps, the gender specificity of the quest for a glorious past that she had inherited from Negritude, Schwarz-Bart assigns a "female" nurturing role to the figure of the putative father, Raymoninque, and a "male" aggressive role to that of the rebel mother, Solitude, to insist that origins integrate them both. It is a much different set of values that Schwarz -Bart's narrative stages the transmission of the oral chain through the self-naming. This self-naming uncovers a process of elective allegiance that is destined to overcome the primal shock of rejection by Mother Africa (Solitude's descent into madness) as well as (given the brainwashing conditions so virulently sketched in Fanon) the exiled child's rejection of Mother Africa (Man Louise's worship-11 ing of the lighter skinned). Whereas Mariotte's life ultimately ends with the failure of the process-not only because Mariotte's removal from the island has made it impossible for her to fit in the metropolitan group, but also because, as a child, she was never allowed to act upon her elective allegiance to the memory of Solitude-Telumee, encouraged by her mother figures (Cia and Toussine), does succeed. The one variable has to do with the character's own ability to position herself within a past of which she feels herself to be a full participant. One could argue, of course, that Mariotte reintegrates the group through her writing. Nonetheless, in Plat de porc, such reintegration is achieved, literally, at the cost of her life; the last notebook ends on an unfinished sentence, its narrator cut off, final resting place unknown. Still, she has managed, in her "cahiers" (the Cesairean echo is never accidental), to leave us a legacy, our first link to understanding the genealogical chain: her/story (Solitude as historical figure) is embedded in her story (the one Mariotte writes), a structural device Schwarz-Bart will fully develop in Telumee.
As a cultural representational practice of the colonial system, then, naming vehiculates the unwanted ideology and unwanted identity of the slave-driver who falsely posits an artificial, oppressive equation between the sign and the (human) thing, oblivious to the ontological gap between the name and its object. To grant freedom within this gap would be to grant the property ontological self-reflection, which is to say, human status. Thus, the slave's name makes an adequation between sign and thing, and self-as-thing. Steadfast in her belief that the name is power and has power to bring the dead back (a bastardization of the African "Nommo"), Man
Louise refuses the Mother's bloodline in the child she considers 12
Studies in 20th & 21st Century Literature, Vol. 17, Iss. 1 [1993] Of course, since the rebel was executed the morning after giving birth, it is quite possible that the mistress is the only "parent" she's ever known. But the mistress's cruelty and the slave's terror go well beyond the literal. It is a powerful (non-)naming scene, what Althusser would call an example of religion as coercive state apparatus that erases all selfhood, including that constituted by the free memory of origins. The mistress is the mother as the master has always been the father. Knowing its own vulnerability too well, it is the white memory that keeps alive unto itself, in order to erase it from the children's racial memory, the name of the rebel whom the daughter dutifully refuses to acknowledge, here, for the second tirne.9
The grandmother-as unnatural daughter, who has chosen the white mistress's version of herself, and as unnatural mother, who rejects her dead child's own child-reenacts the absolute and abject alienation of the self. Plat de pork is strewn with genealogical clues she refuses to decipher. For instance, her own name, Louise, in its evocation of Louis Delgres, is the revolutionary cipher of her lost origins. It is she who is truly "possessed," psychically dispossessed by her memories of slavery. In its implicit reference, her own name raises the possibility that Man Louise herself may have been Delgres's child, since she is Solitude's surviving offspring; and, if she is not in fact, she should have been in spirit.10 I wish to emphasize, rather than a factual lineage, the symbolic one-Man Louise's denial of the heroic lifeaffirming force hidden in her name and that of her mother. But all is not as simple as it appears, and rejection is, always, a plea for a love that will not come. Although she ends up spitting on her grave, Mariotte's crippling emotional bond remains with the grandmother whose words hound her unto death:
Rappelle-toi, sans vergogne, sanstnaman que to es, rappelle-toi ce que je t'ai toujours dit: si to place de negresse est sur le seuil, alors ne penetre pas dans le salon. . . . M'entends-tu, poussiere? (46) Do remember, shameless hussy that you are, motherless that you are, do remember what I've always told you: when your Negress place is by the door, don't you dare walk into the parlor. . . . You got that, speck of dust?
The term "poussiere/dust," only intended to convey the insignifcance of the child, is a common enough creolism; it also makes full use of the Christian echoes ("dust to dust"): for Man Louise the "nigger" is a fallen creature. However, "poussiere" also resonates with a more unpleasant meaning, that of "dirt." The moral uncleanliness of the 14 Studies in 20th & 21st Century Literature, Vol. 17, Iss. 1 [1993] But it also evokes Caribbean reality (and any colonial system), when, not so long ago, students were punished for speaking their native tongue at recess.lIn contrast, the frightening absence of creole and of its nurturing values will be exorcised in the next novel, Telumee Miracle, where creole folk tales will "open the way" to a child's full awareness of self that only the folk memory can provide.
To understand Mariotte's claim, one must go back to her elective Ancestress, one last time. In Solitude, the half-breed's African mother, called Man Bobette by the white master, is known as Reine aux Longs Seins by the slaves. This, of course, would echo, for a Schwarz-Bart reader, one of Mon& 's names for Toussine, "Reine sans nom," and thus graphically underline the textual desire to establish a female genealogy. However, a Caribbean reader will also "hear," in Bobette's more glorious name, Reine aux Longs Seins, the echo of a famous Creole proverb that a woman's breasts are never too heavy for her chest. The gloss on the biological implies that the self-sacrificing Caribbean mother should be ever ready to nurture her offspring physically as well as emotionally, and, again, it is a proverb applied several times to Telumee. But the proverb also moves from the literal into the universal (and, with this, into the historical since the "universal" experience of the island is the experience of slavery). It then implies that the necessary courage can always be found to carry thegreatest load (a biological, gendered version of where there's a will, there's a way, as it were). As such, it also constitutes Woman's call to arms and becomes the signature for Solitude's own life: she will be captured weapon in hand Female genealogy as ideology of choice is at the heart of the narrator's discourse in Mamie Miracle. As Busia has aptly demonstrated, the narrative re-enacts several times the retelling of the autobiographical tale, thus bringing to the surface the repetition principle that undergirds myth making. But what she does not emphasize is that within the narrative chain itself, such repetition allows for recontextualization and, thus, historical validation, for each re-telling of the chain that connects the Lougandor women to Solitude varies according to time, circumstances and each woman's own specific needs. These features give the depth of life to what might otherwise have become an empty gesture, give hope-at least in Schwarz-Bart's universe-against hope in the stark, unchanging conditions of colonial legacy in the Caribbean. The Daughter becomes both the living mother, because the former's life closely mimics the latter's (Telumee, like Toussine and Cia, ends up as an elective mother), and the reborn Mother to whom she, the daughter, is giving birth by giving her a voice (Thum& retells Toussine and Cia, who have retold Solitude). Which is to say, this time, that instead of claiming their names, she "names" them in a role-reversal that emphasizes the mutual, reciprocal gesture of authenticated origins. The past is that which can, and must, be shared collectively, we had said. For Telumee, it is above all that which can be reproduced, i.e. "passed down" to the next generations; and, by the same token of its mythic dimension, that which can be passed "up" because it enables the next generation, who is listening, to go "back."
Behind Reine sans Nom, the grandmother's nickname conferred upon her after the community became convinced of the exemplary quality of her life, stands her birth name, Toussine, the feminine form of Toussaint. The palimpsest of collective memory thus enfolds both the male and female versions of human dignity in the Caribbean: Toussine, the fictional heroine who, like Solitude, defeated madness and despair to become her people's Queen Without a Name, transmitter of their past and guardian of their future, and the female avatar of Toussaint, the Haitian liberator. Toussine-Solitude becomes the one sacrificial hem whose martyrdom simultaneously reshapes past and future in the text, as it should have in real life. Only after Telumee understands the true meaning of her grandmother's life, by understanding her successive names as movements from the singular to the collective, is she able to find her way back from her own madness as 16 in 20th & 21st Century Literature, Vol. 17, Iss. 1 [1993] First, it draws on the Dogon myth-narrative of the sacred function of the primal drum that, on Creation day, beats spirit into matter.
Studies
Upon awakening, the inanimate and animate creatures must remember that they are part of the same original, living body.12 it is also a more obvious reference to a strictly Caribbean intertext, the work of Aime Cesaire and its poetics of "marooning," recast in the name of the great Mother.
Next, the drum reference harkens back, in turn, to the famous Martinican folk tale of the battle of Colibri (Humming Bird) and
Poisson Anne (Armored Fish), as well as to the humming bird tales found in pre-Columbian tales. Three times did Colibri fight to defend his sacred drum, until Poisson-Anne beheaded him.13 It is the memory trace of a story of resistance and courage unto death. But in the preColumbian tale, the humming bird is also the sacred bird of paradise possessing the secret of eternal life; it can give birth to itself. The Maroons' drum, as political fact and literary metaphor, ensures the transmission of the past that is essential to salvaging the self mauled by slavery. Thus, the act of naming to which it is connected is the first step toward radical freedom and simultaneous integration in the community. In this moment of self-birthing, the power of a world (re)making Word cancels out the irresistible patriarchal logic of the Same. This is a first step, perhaps, toward the recasting of the Caliban trope that Sylvia Wynter has demanded of the new genera-
